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What is remarkable about these two
individuals is that though artists of very 
different temperaments and methodologies, 
they came together to produce a landscape
exhibit that one calls his practice during 
isolation. The other, Cottingham’s 
realization and acceptance of the fact that
she is indeed a landscape painter. 
  —Cynthia Hawkins, Curator
The Book of Hours/Ours Project
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The Book of Hours/Ours project emerged as a result of 
curator Cynthia Hawkins’ invitation to have concurrent 
exhibitions at the Bertha V.B. Lederer Gallery at SUNY Geneso. 
It came to us during the height of the Covid-19 crisis in 
New Jersey when we were confined to our small American 
Bungalow on the side of the first ridge of the Watchung 
Mountains called First Mountain (20 minutes up the hill from 
downtown Newark). The bungalow is designed with windows 
all around that look out on the surrounding landscape. 
Because of the abrupt end to the activity of our busy lives, 
we often found ourselves in dialogue with one another while 
contemplating the beauty of the nature surrounding us. From 
conversations, we landed on the idea of a joint project rather 
than separate exhibitions. The title is a play on the Christian 
devotional book popular in the Middle Ages called A Book of 
Hours. Cicely had already embarked on a series of watercolors 
that were within a larger project called “Tomorrow will come 
on its green footsteps” (a line from a poem by Pablo Neruda) 
and she suggested we use the same format for our project. 
Victor, who does not consider himself a landscape painter 
nevertheless chose landscape as his subject. The works that 
comprise the project reference the structure of a printed book 
that is made up of a “signature” of sixteen pages. Eight works 
are by Cicely and eight works are by Victor.
   —Cicely Cottingham, Victor Davson














































The following interview took place remotely on
August 22, 2020 during the Covid-19 pandemic.
It was in conjunction with the exhibition
Book of Hours/Ours
Cicely Cottingham I Victor Davson
at the Bertha V.B. Lederer Gallery, the State University of
New York, Geneseo New York,
September 9–October 17, 2020.
It has been edited for clarity and length.
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ch Hello, everyone. I am Cynthia Hawkins, The Gallery Director 
and Curator at the Bertha V.B. Lederer Gallery.
Thank you for joining us for the first of Artist Interviews at the 
Bertha V.B. Lederer Gallery. As you are all aware, Covid-19 has 
changed our daily work lives. This inaugural artist interview 
is one of those silver linings that will provide long-lasting 
documentation of art programming at the Gallery.
The first exhibition of fall 2020 is this two-person show called 
Book of Hours/Ours: Cicely Cottingham | Victor Davson, two 
New Jersey artists. And for the sake of transparency, I know 
them both for many years and they have both exhibited at the 
Lederer Gallery and the former Lockhart Gallery in the past.
Cicely and Victor are also life partners. Victor co-founded and 
was executive director of Aljira, a Center for Contemporary 
art in Newark New Jersey and Cicely co-founded Aljira Design 
which produced catalogs for museums and galleries. Their art 
practices differ in content and goals. However this exhibition, 
this landscape exhibition is to my eyes an anomaly.
Welcome Cicely Cottingham and Victor Davson.
cc/vd Thank you. Thank you, Cynthia
ch First I’ll start with Cicely. Could you tell us a little about your 
background. What compelled you to become an artist and any 
artists that might have influenced you in that direction?
It is morning, afternoon, or evening. Begin.
                                                                         – Thomas Merton
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cc Well, let’s see. I think Victor and I have this in common: 
The idea of making art struck us both in kindergarten. We of 
course didn’t know each other at the time, but for me, it was 
the assignment to make a Mother’s Day card and I drew out of 
my head a little bouquet of pansies. And I cannot tell you the 
bolt of lightning that went through me. It was just the most 
extraordinary thing and that kind of emotional response to
art continues to this day. And then, I think I was around 
twelve, I took art lessons from a local artist because I begged 
my mother.
And later I begged my parents to go to art school. I had a 
kind of clarity I couldn’t articulate, you know, “I want to be 
an artist”. I was just driven. So I went to Pratt and it was a 
wonderful art school in that the city and the culture of the 
city were part of the classroom. I saw lots of art. I visited 
museums—mostly museums but galleries, of course, and 
completely fell in love with Cézanne who gave me—something 
I couldn’t understand (I guess I was young. I had just turned 
17 when I went away to Pratt)—and the sensation that I was 
feeling just looking at a Cézanne still life which was simply 
some apples on a tablecloth and it was giving me that same 
emotional response that I had in kindergarten. So, that’s yeah, 
that’s a brief history of how I became an artist.
ch All right. Well, how about you Victor?
vd Well as Cicely said, we didn’t meet in kindergarten but 
in kindergarten I did a drawing and that drawing was so 
accomplished, I guess, that my kindergarten teacher said to the 
rest of the class “make your drawing like Victor’s”. That was 
very heady stuff, so in that moment I wanted whatever it was 
that I felt, I wanted that sensation again, and that made me 
very very interested in pursuing classes, opportunities, to learn 
to draw and by the time I got to high school, I think my work 
was quite advanced.
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I participated in—I grew up in Guyana—and I participated in 
an exam in which I excelled. I had a teacher who was fantastic, 
John Criswick, who was trained in the method of Sir William 
Coldstream who was a very famous British painter and teacher 
and that foundation has really informed my work and my 
professional career over the past 40 years.
ch So you’re originally from, was it British Guiana?
vd Well, it was British Guiana and then Guyana when it 
became independent in the sixties.
ch Cicely, you were raised in New Jersey?
cc I was born in Brooklyn. I always like to say I was born in 
Brooklyn, but my parents moved to an old farmhouse when 
I was two years old—in New Jersey. And I talk about that as 
the first time I was aware of light, a particular light. I was 
two when we moved into the house. My mother is no longer 
here, so I can’t verify this and I never asked her, but my sister 
remembers. My parents must have just closed on the house. 
My father was not there and my mother packed a picnic lunch 
and we had a picnic in one of the bedrooms upstairs that was 
surrounded by windows and we sat on the floor—she spread 
out a blanket—and that’s my earliest memory—having moved 
from an apartment in Brooklyn and being surrounded with this 
light that I can bring up right now. And I think I became an 
artist then. Unknowingly [smile].
ch That’s really quite a different environment even for 
somebody so young, you know, from an apartment in Brooklyn 
to a farm with open space. So one last personal question. How 
did you meet? You were both in New Jersey? Was it through 
Pratt or later?
vd Actually, we met through an organization that I co-
founded, Aljira, a Center for Contemporary art, which you
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mentioned in the beginning, and I was aware of Cicely’s work. 
As we were putting together, I think our second exhibition, 
we were trying to include a diverse group of people because 
the organization served, you know, people of color, minorities 
and women. It was meant to create opportunities for people 
who were not part of the mainstream. And I think Carl, my 
co-founder, might have also been aware of Cicely’s work and 
we thought this was somebody that we should include in 
one of our early exhibitions. And that’s in ’83, so I could say 
I’ve known Cicely since ‘83. But we were Involved with other 
people. There was nothing romantic about it. It was strictly 
about our art, our work.
cc And if I could add to that, I had been living out of the 
country and been back for a while. I was recently divorced 
and had consciously renewed my commitment to my art. I 
wasn’t connected to any artists or anything that was going 
on in the art world and was not traveling to New York to see 
what was happening. But I knew an artist who was showing 
at City Without Walls in Newark, an alternative gallery which 
was an early precursor to Aljira. And I thought well, you know, 
that’s the biggest city in New Jersey where I was living. Why 
don’t I go see what’s going on there. And I was put into a 
show at City Without Walls and I think that’s where Victor and 
Carl saw my work. And they subsequently put me in Aljira’s 
second show called Of and On Paper. At the time I was making 
landscapes that were made out of handmade paper and I was 
really just sticking my toe into what was going on. By the 
time the show opened, I had started what I still refer to as 
my first mature work which were large charcoal drawings of 
landscape. I had been living out of the country and was now 
kind of discovering again that light that I experienced at two 
years old.
When I first went to Aljira in its original space, on the wall 
were some big abstract charcoal drawings which really stunned 
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me and I said to Victor, who I was meeting for the first time, 
whose are these? And he said well those are mine. And then 
not long after that, I had an exhibition of some of my small 
charcoal drawings at La Mama’s La Galleria in the city and he 
went to see that exhibition and that’s kind of when we bonded 
over our work.
ch I remember those large charcoal drawings of Victor’s. I’ve 
seen them, long ago.
Well, thank you for that. I think it’s important for people to 
have a sense of who you are. It helps. So these, I have to 
tell you right up front. These are the loveliest little landscape 
paintings that I’ve seen in a while. And I have a lot to say 
about them because they seem to be two paintings in one. So 
there’re not eight paintings each. There’re like 32 paintings, 
right? Because they are reflective, right? There’s a sort of water 
reflection, right?
cc Well (correct me if I’m wrong), I think Victor’s are more 
reflective and mine are really more diptychs. They are two 
individual paintings.
vd Well, diptychs can be reflective. It’s just that one is reflective 
of the other. But, I would say yeah, I conceptualized mine as 
separate panels, but they are sort of a reflection. The bottom is 
the reflection of the top.
ch But that’s also the way I’m reading Cicely’s. They’re 
beautiful, and the thing is each of the parts are different 
enough. It’s that they appear like, you know as a separate 
painting but not exactly. So, I would like to know how did this 
body of work come about? For both of you because Victor 
doesn’t usually do landscapes.
cc [laughs]
vd Well we don’t want to talk about anything you can’t see
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[laughs], but that is correct, I generally don’t do landscapes. 
I think Cicely can elaborate on this but, my God, being 
quarantined here in this house, in this cottage. And with all of 
the landscape around us because this cottage is built so that 
you could have an inside-outside experience. And Cicely had 
an incredible garden this year. I mean the landscape has been 
so compelling, so powerful and the garden has been lush, 
you just couldn’t ignore it. You know, I couldn’t just focus on 
painting something abstract or something conceptual. The 
landscape was already prompting me to do something about 
it. And then Cicely had this idea which she should talk about.
cc When you proposed this exhibition [for a joint exhibition], 
Cynthia, I had already begun a series of work that I titled 
Tomorrow will come on it’s green footsteps, which is a line 
from a Pablo Neruda poem—a sonnet. And I had already 
begun a series of paintings on wood panels with that title 
and I had just started these watercolors. I think I had just 
completed two. I had also named one of my prior paintings 
Book of Hours/Ours just to play on “a book of hours”. And so 
I had the idea that we might collaborate on a project and we 
had conversations about that and we went back and forth and 
we came to an agreement. So the idea of doing a total of 16 
works references the kind of romantic relationship I have to 
books. I’ve designed books. I majored at Pratt in printmaking 
and—
vd The Art of the book!
cc [smile] Yes, the art of the book in which we had to make 
books, and set our own type and make hand made books. 
So it wasn’t about artist books per se, it was learning the 
history of printing and the development of books and then I 
went on eventually to become quite involved in book catalog 
design and working with commercial printers. And so I have 
this very real attachment to books as objects. And in book 
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design there is something called a signature. Books are made 
from multiples of four pages into a signature. And then in 
commercial printing several signatures make a form that all 
folds down into a folded thing that you can sew and then it’s 
trimmed on the top, the bottom and one side and you have 
a book. So there’s that aspect of the project. For me. And the 
idea of a book of hours has something to do with this different 
kind of relationship we both developed during this pandemic 
and being in the house together, everyday really, not going 
anywhere except to grocery shop, looking out this window at 
all hours of the day and calling one another and saying look at 
this. Look at this light.
vd Well all windows. It was just the lush feeling everywhere 
you looked, every window, the window that we face in the 
morning when we sit, the back door window, the window 
in the bedroom, I mean on the west side of the property are 
our neighbors, but all three other sides of this building—in 
the kitchen and the dining room, in the living room. I mean, 
there’s so much light, and there’s so much green. It was just so 
palpable. It was so full. You couldn’t ignore it. So when Cicely 
suggested this idea of doing these watercolors, she basically 
just handed me the parameters and then started to nudge me.
cc I think the things we agreed on were they would be the 
same format, there would be 16 of them and they would be 
on the same paper. I don’t think we agreed on a medium. So I 
had no idea what Victor was going to do.
In preparation for this interview, I wondered how I came up 
with that title. Was it because, as I said, I’d named a painting 
Book of Hours/Ours a couple of years ago? So, not long ago, 
I was introduced by a friend of Victor’s to A Book of Hours 
by Thomas Merton. Thomas Merton was a Trappist monk, a 
writer, a poet, a very very interesting man. This particular book 
of hours was published in 2007. An editor did a compilation of
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Merton’s writings in the form of A Book of Hours, the Medieval 
Christian prayer book based on canonical rules. [Ed. note: 
Thomas Merton, A Book of Hours, edited by Kathleen Deignan 
is divided into prayers for dawn, day, evening, and dark for 
each day of the week]. And, I just recognized, in the past 
couple of days, it’s because I had this book and that it was not 
a real book of hours. It was a version of a book of hours. So 
this book of hours by Merton, I mean, it’s a meditation—
vd The Merton book is a kind of meditation on nature and 
part of the experience of being in the house, you know, the 
entire time during Covid-19 and experiencing this kind of 
inside outside. I just finished a landscape that’s named Cicely’s 
Garden. It’s the biggest landscape I’ve ever done. It’s 25 feet 
long and six feet high. That’s how powerful this thing has 
been. These watercolors are tiny compared to it. I’ve been 
working on it for maybe three weeks or a month. But the point 
is that it is a kind of enforced meditation, if you will on nature, 
I mean, yeah, ours is a real book of hours. It’s not fake book of 
hours. [smile]
One of the things that we also find ourselves doing as Cicely 
mentioned earlier, is calling each other and saying look look 
look look look look. Look at that light or look at that sky and 
that happens throughout the day. I mean in the morning, it’s 
remarkable.
ch It sounds like sort of stations of the home, you know, you’re 
looking through the windows, you know, different locations 
and different sorts of experiences that you’re having all 
throughout the day.
vd Exactly. And there’s a time of the day, I think your mother 
called that, what—
cc The beautiful hour—
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vd And it’s like, dusk—
cc As the sun is setting—
vd And there’s a light that really is a golden light that falls on 
everything and it’s the most beautiful hour of the day in the 
sense that everything is washed with this golden light.
cc She used to say that everybody looks beautiful in the light of 
the beautiful hour.
vd So these watercolors, they pale compared to that 
experience. It’s an aesthetic experience. It’s just watching this 
moment and it’s fleeting, fleeting. It’s there and then it’s gone.
Gone. And there were times when we looked at the night sky, 
right? Cicely would call me out to the back porch and say look 
at that. Look look look at the moon look at the sky look at 
it, you know, I mean, there’s no way to escape the landscape 
where we live. So I was really challenged by this invitation both 
on your part and on Cicely’s part to join in but I haven’t made 
landscapes in a long long time.
cc So it seems to have started something [smile].
ch Well I would say that the sensitivity of the marks and 
the way the color is laid down and the translucent kinds of 
qualities of the color on the paper, it just really let’s viewers 
somewhat know that this is a very give and take and very kind 
of intimate push and pull experience between you and this 
paper and this water and this color. So I think its really quite 
extraordinary and would tell us, you know, this is why God 
likes artists, you know God likes art, to remind us people in the 
world of what we have around us, right?
vd Well God has been pretty present this entire summer. 
And for me, what we have in these watercolors is my feeble 
attempt to capture this incredible, beautiful experience of light. 
Also, one of the things that Cicely and I are reading, we’re
64
reading The Overstory, which is about trees and, somehow 
this title sort of seeps into my head—the conference of trees. 
I’m not quite sure how that came into my head but it doesn’t 
really matter. What matters is that for me there’s been a 
heightened awareness of trees and the fact that where we live 
there are trees here that have been planted before I existed 
and they’re going to be here probably after I’m gone. There’s 
also the mirror image. It’s raised my consciousness that there is 
also a life beneath the earth in terms of root systems. Yeah, so 
I don’t want to sound like an environmentalist—
cc Why not?
ch Why not?
vd Well, I know. But the idea of the life of trees has been 
sort of elevated in my consciousness. That these trees that 
are around us are very special. I don’t know. They’re very 
special beings. They’re part of our life. So I think the aesthetic 
experience and the experience of knowing more about trees 
and the life of trees is so full and fulfilling.
ch There’s this woman who’s been studying trees—a scientist 
for like decades—who in recent years has been, you know 
talking about how complex and how extraordinary the root 
systems of trees are and how they regulate who gets what 
down there, you know.
cc Yes, and they feel, they communicate. The Overstory is by 
Richard Powers. He won a Pulitzer Prize for it.
vd Incredible writing.
cc So Cynthia I don’t want to jump into your questions, but at 
some point I do want to say something about what went
on in my relation to the landscape in these paintings during 
this time.
ch I would like to hear that. I did want to know—I know 
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you’ve been working with the landscape for a little while 
now— what is that relationship like and how it gets changed, 
how you change your methods over time. Is that to, what, to 
landscape? To literature? To you and your changing feelings?
cc Well lately, maybe in the past year or two, I really settled on 
the notion that I’m a landscape painter, that all of my work is 
rooted in landscape and even the most abstract work which 
happened when I moved into a more urban environment, the 
landscape of my childhood is present in some oblique way. 
I mean, nobody will see it except me, which is fine because 
my ultimate aim is to produce a painting that works as an 
interesting painting. As far as literature—the titles of my work 
are often long—and usually have to do with what I happen 
to be reading at the time and they’re added after the work is 
completed. And it’s just a kind of poetic way for me to mark 
a particular time in my evolution and my journey, you know, 
here on the planet. It’s kind of like that. But the paintings, 
really for a long time, have had some reference to a 2010 trip 
to Guyana with Victor, it was Christmas. And after Christmas 
we went for a couple of days with a group of people in a small 
plane into the rainforest to see the Kaieteur Falls, which was 
an experience I think, to use a word that’s being bandied about 
right now, an inflection point. Kaieteur Falls is the highest 
single drop waterfall in the world and it happens to be in the 
middle of some of the most pristine rainforest in the world. 
And that experience has not left me. But it’s become kind of 
imaginary now. It was never a specific rendering ever. It was 
an emotional response and is there in some of my markings. 
I’m always referencing, in some way the kind of downward 
fall, the downward projection. And, until recently we used to 
travel down Route 280 to Newark on a daily basis. We live in 
an urban suburb. Newark is ten minutes down the hill but it’s 
replete with beautiful landscapes. When traveling down 280, 
I’m always editing out the cars, you know, I’m editing out
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the New York skyline and I’m getting tremendous sustenance 
from the trees in whatever season it is. And we live at the 
very beginning of a small range of mountains, the Watchung 
Mountains, and until recently I hadn’t paid much attention to 
the fact that we live on the side of a mountain. But when I 
did, that was another little piece of poetry I could add to my 
existence. That we live on First Mountain. That’s where we live. 
So because we haven’t been traveling down 280 every day, I 
wasn’t in the car seeing this that and the other thing and these 
landscapes that were produced since March when we’ve been 
at home, really are imaginary. They’re from what I was soaking 
up from looking out the window, from my memories, they’re 
invented, you know, but they do contain something that I’m 
holding within me.
vd Yeah, it’s a powerful memory too. We would get off 
the 280 and come home and she would say to me do you 
remember that cloud? What? Are you kidding me? Clouds 
change, wow, which one? Can you believe that memory that 
you’re remembering a particular cloud?
[Laughter]
cc He tells tall tails.
vd Oh, that’s not true. That’s not true. It’s impossible to be 
asked do you remember a cloud?
[Laughter]
ch Yeah, I can certainly appreciate that. In other words, your 
images here are not literal in any way. They’re an accumulation 
of sensation and experience. So you can use what’s in front of 
you but all of these other remembered feelings and sites, you 
know, become part of the whole landscape, in making it.
cc Yeah.
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ch So Victor, what do you think this does for you? What is 
this? How is this going to affect your future work?
vd If I knew that I wouldn’t have to make future work. I think 
that’s the question. That’s the way Picasso would answer 
it, because he said if you know what a painting is going to 
look like why bother painting it. So, I will keep you posted 
[laughter] because I don’t know. I mean, I remember, I think 
my first oil painting was a painting of a tree and I suddenly 
remembered that, and it was not a literal painting. It was a 
painting that was sort of conceptual at the time. And at the 
time I was trying so hard. You know Sir William Coldstream 
had this point and draw, point and paint methodology that 
my teacher tried to teach me. And I was always frustrated 
with that because we were always trying to mix and get the 
exact color—not interpret it, right? And as I got older and 
matured as an artist I realized you’ve got to interpret this stuff 
within the limitations you have. So, I don’t know what’s going 
to happen. But you know, here’s the thing. It’s not the most 
popular color, I’ve heard, but I love green and so yes, this is an 
excuse to go back to using lots of green in my paintings. So 
watch out. Actually after I graduated from high school I made 
a series of green paintings ala Picasso blue paintings. I had a 
green self-portrait. So so so yeah, I don’t know. I mean I think 
the possibilities are endless and that’s how I feel right now 
particularly given the fact that I’ve been home since March. 
The middle of March. I mean I can’t find enough time to make 
this work.
ch Well, you know, it is a challenging color, it is. And it 
deserves investigation.
cc It’s always been my favorite color. In a former studio a long 
time ago I had a quote by Oscar Wilde pinned to the wall that 
said green is the color of the sea.
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ch Well, let me ask you this—sort of specifically and 
generally—about your work. What are you each trying to 
say with your work? Who are you really speaking to? Do you 
hope your work is read in a particular way or is that up to 
the viewer? So first, what are you trying to say, generally and 
specifically?
cc Well, let’s see. I’m never focused on how this work is 
going to be seen when I’m doing it certainly. I was speaking 
with someone the other day who said, you know, many very 
successful artists, meaning they’ve been able to support their 
work with their work, have had one or two people in their 
life who have been so important to how their work has been 
seen, their success. So, you know, once the work goes into the 
world, I would hope that it’s going to be appreciated and part 
of our work is to get it out there in the world and to do all of 
the things that will help support continuing doing the work. 
But I can only talk about my work as what it means to me and 
I think in some one of my statements I said it’s a response to 
the phenomenological world. It’s the experience of the world 
coming at me moment to moment. And it’s the joy of being 
alive. And for me it does have to do with beauty. It has to do 
with the beauty of this experience even though often my work 
can have a kind of heaviness about it, you know emotional 
heaviness. Sometimes a kind of nervous energy. All sorts of 
emotions come across to people. But I think it should be seen 
in the context of landscape. I think all of my work kind of 
comes to this, as I said, I would love it to be seen in the context 
of landscape and what landscape is, you know a kind of range 
of what landscape is. Yeah.
ch Victor?
vd I endorse everything that Cicely’s just said in terms, you 
know, experiencing the world and on some level I want my 
work to be about that. And I want my work to be part of the 
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larger conversation on contemporary art. There’s a show I’m 
involved with right now at the Newark Museum. There’s this 
sound artist, Wolfgang Gil who has done a sound installation 
and he selected a number of works from the Museum’s 
collection to be shown that resonated with the installation. 
And I’m delighted to be one of those artists. But it’s early work. 
It’s an early geometric abstraction. Probably one of the things 
that Cicely saw when she saw my work for the first time. But 
also, I think to be more specific, as a Black male, I think my 
work to some degree is not only that but it’s also to some 
extent autobiographical and so I’m also responding to issues 
that relate to social justice, that relate to misogyny, that relate 
to, you know, culture, so the work shifts and morphs based 
on a number of things that impact my life as an immigrant, 
as a Black male, you know as a human being. And also, it 
shares a space with Cicely where I’m just responding to what’s 
happening around me. So it’s very layered. I see my practice 
as extremely complex in that way. I think Cicely has managed 
to kind of boil hers down. And I understand that. I mean one 
of the things that I say to people all the time is God forbid if 
something happened to Cicely I would probably not be living in 
this location. I’m here because of how important the landscape 
is to her. I mean when they moved to New Jersey, I don’t know, 
what, they lived on five acres and a lot of it was the woods. 
So seven acres. She’s correcting me: eight acres. So imagine 
the woods and having it around you and I remember going to 
Chapel Hill and it was nothing like living in Newark or in an 
urban setting. So I think her work is imbued with this quality 
of the life of trees and nature and atmosphere. Even when the 
work was black and white the presence of the landscape was 
palpable. She’s also interested in lots of landscape painters. 
And so there’s this kind of deep interest in landscape and I 
was one of the people who kept saying when I saw her work 
after we returned from Guyana you’re painting Guyana. You’re 
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painting the rain forest. These are the Guyana paintings. And 
yeah, so that happens. I mean, it’s almost like osmosis. She sort 
of takes it in and then pours it out on the canvas. But I don’t 
feel the compulsion to do that. Right? I’m in that space right 
now, but I can turn my attention to something cultural. I mean, 
I’ve been working on a series on misogyny. I’ve heard you say 
this in terms of your practice—I don’t feel the need necessarily 
always to be performing Blackness. That my paintings have to 
be about, you know, being Black and strong or being about 
the struggle. But I may make paintings that either directly or 
tangentially address issues of race, right? Address issues of 
social justice.
ch I think our time is up. I want to thank you so very much 
Cicely and Victor for sharing your work with us and spending 
time with us talking about your work. I think it was very 
important.
cc/vd Thank you Cynthia.
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I grew up in an old New Jersey farmhouse surrounded by 
woods and the landscape of my youth continues to be a 
primary influence. When I approach a painting, I paint directly 
on the support: My intention is to maintain the immediacy 
of the mark. The image is revealed through the process. My 
touchstone is always the phenomenological world.
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VICTOR DAVSON
My sensibility as an artist is shaped by my early childhood and 
youth in Guyana during the anti-colonial struggle for independence 
in the 1960s: writers, poets and activists such as Martin Carter, 
Frantz Fanon, Walter Rodney, Rabindranath Tagore, V. S. Naipaul, 
Orlando Patterson and Andrew Salkey fired my imagination. My 
work continues to be autobiographical and the visual vocabulary 
includes both abstraction and representation. Subject matter is 
changeable and individual works could reference Caribbean politics 







WORKS IN THE EXHIBITION
All works are watercolor on Arches, 2020, 20.5 x 14.25 in.
Cicely Cottingham
Tomorrow will come on its green footsteps


